IT  has  been  the  endeavor  of  the  publishers 
to  make  “ EDITION  WOOD  ” the  finest 
and  most  correct  edition  of  Standard 
Studies,  Recreations  and  Classics  yet  issued. 

The  Editors  have  tried  to  be  very  conserva- 
tive in  their  work,  and  have  followed  as  closely 
as  possible  the  original  editions  of  the  classics, 
making  only  the  changes  which  seemed  neces- 
sary in  order  that  the  phrasing  and  fingering 
should  agree  with  modem  ideas. 

The  engraving,  paper,  printing  and  binding 
are  the  best  obtainable ; in  fact,  nothing  has 
been  spared  to  place  the  Edition  upon  as  high 
a plane  of  excellence  mechanically  as  it  is 
musically. 

All  of  the  volumes  are  bound  in  such  a man- 
ner that  they  will  remain  open  and  flat  upon 
the  piano  rack  when  in  use,  and  many  of  the 
volumes  are  to  be  had  in  handsome,  durable, 
full  cloth  bindings. 

Fully  one-half  of  the  volumes  contained  in 
“ EDITION  WOOD  **  are  the  copyright  prop- 
erty of  the  publishers  and  can  be  obtained  in 
no  other  edition. 

The  phenomenal  success  of  “EDITION 
WOOD  ” is  the  best  testimony  of  its  merit. 
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PREFACE. 


It  is  not  the  object  of  the  following  lines  fully 
to  descant  on  the  merits,  universally  known  and 
acknowledged,  and  the  priceless  value  and  lasting 
importance  of  J.  B.  Cramer’s  Pianoforte  Studies.  It 
is  a work  surpassed  by  no  other,  with  the  exception 
of  Muzio  dementi’s  “ Gradus  ad  Parnassum,”  for 
which  Cramer’s  Studies  form  the  best  possibly  prep- 
aration, as  well  as  a means  of  education  in  the 
“ technique  ” and  “ interpretation  ” of  pianoforte  play- 
ing. If  F6tis,  the  romantic  musical  authority  of  the 
day,  describes  them  as  “&ninemment  classiques  if 
his  German  colleague,  Franz  Bendel,  in  his  “Musik- 
geschichte,”  calls  them  “an  epoch-making  foundation 
for  all  solid  study,”  and  another  colleague,  C.  F. 
Weitzmann,  in  his  “ Geschichte  des  Klavierspiels  ” 
(Stuttgart  — Cotta),  reckons  them  “according  to 
their  form  and  contents  among  classical  pianoforte 
literature,”  and  so  on,  the  agreement  of  these  most 
noted  aesthetic  and  theoretic  writers  only  establishes 
a fact  which,  in  the  universal  spread  and  popularity 
of  the  work,  testifies  most  forcibly  to  its  great  impor- 
tance ; — a work  which  is  here  once  more  offered  to 
the  public  in  a specially  instructive  edition.  It  may, 
however,  perhaps  not  be  superfluous  to  justify  the 
appearance  of  the  new  edition  by  a few  words,  al- 
though the  editor’s  intention  can  only  be  fully  under- 
stood by  a closer  insight  into  his  work  itself.  The 
need  for  an  instructive  edition  of  this  kind  has  already 
been  often  felt.  Ludwig  Berger,  who  was  bom  in 
i 777,  and  was  dementi’s  pupil  about  1806,  thought 
it  necessary  to  edit  the  first  twelve  studies  with  a 
more  complete  fingering;  Julius  Knorr,  later  on,  did 
the  whole  work  ; and  Louis  Kohler  quite  recently 
published,  as  the  opening  number  of  his  “ Klassische 
Hochschule  des  Pianisten,”  a selection  of  thirty 
studies,  with  explanatory  notes,  which  are,  to  some 
extent,  very  useful. 

It  is  idle  to  criticise  the  above-mentioned  editions, 
as  the  present  one  is  only  the  outcome  of  the  criti- 
cism of  them.  The  old  want  remains  indeed  still 
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unfulfilled : ne  who  observes  attentively  the  doings 
of  the  piano-playing  world  cannot  help  seeing  how 
seldom,  in  proportion  to  its  wide  circulation,  the  real 
studying  material  contained  in  Cramer  is  exhaustively 
employed.  A well-conceived  and  methodical  use  of 
this  would,  on  the  other  hand,  lay  a firm  foundation 
for  the  discipline  of  the  virtuoso  in  the  best  sense  of 
the  word,  and  would  in  the  end  develop  some  amount 
of  technical  and  intellectual  maturity  in  the  pupil. 
Yet  with  what  superficiality,  what  thoughtless  routine, 
do  both  teacher  and  taught  generally  proceed ! Either 
the  teaching  consists  of  a more  or  less  pedantic  “ wad- 
ing” through  the  first  part,  and  possibly  also  the 
second,  which  is  then  naturally  finished  quicker ; or 
else  the  entire  84  studies  are  taken,  one  after  another, 
and  literally  scrambled  through,  with  the  unsatisfac- 
tory result  that,  in  nine  cases  out  of  ten,  the  player 
who  has  gone  through  the  84  and  is  suddenly  set 
down  to  No.  1 cannot  play  the  first  arpeggio  common 
chord  of  C major  rightly,  — not  to  mention  other  sur- 
prises for  the  examiner  I The  frequent  practical 
failure  of  the  study  of  Cramer’s  work  rests  on  causes 
which  it  is  the  aim  of  this  edition  to  remove.  Among 
these  the  first  and  foremost  is  the  non-observance  of  a 
systematic  order  of  succession  ; this,  at  least,  has  not 
been  carried  out  by  the  author  in  a consistent  manner. 
Moreover,  the  English  edition  gives  the  studies  in  a 
different  order  from  the  German.  The  English 
edition,  which  was  before  us  in  our  work,  was  indeed 
a copy  in  which  there  were  Cramer’s  own  corrections, 
made  by  himself ; and  this  copy  was  considered  con- 
clusive for  the  exact  settlement  of  all  indications  of 
time  and  expression.  It  contains  also  those  sixteen 
additional  studies,  not  very  widely  known,  which 
appeared  in  Vienna  (and  were  pirated  in  Hamburg), 
the  chief  object  of  which  was  apparently  only  to  make 
up  the  formal  number  of  100 : that  they  are  not 
included  in  the  present  edition  is  therefore  not  due 
merely  to  their  being  private  property.  Our  attempt 
to  remedy  this  evil  does  not  demand  absolute  concur- 
IVood.] 
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fence,  as  individual  considerations  will  always  play  a 
certain  part  in  teaching,  if  the  teacher  does  not  do 
his  work  in  a pedantic  manner. 

A further  reason  why  Cramer’s  studies  have  had, 
comparatively  speaking,  so  little  result  is  because  of 
their  superabundance.  A similar  consideration  with 
regard  to  dementi’s  “Gradus  ad  Pamassum  ” induced 
Herr  Carl  Tausig  (imperial  Prussian  Court-pianist)  to 
bring  out  a selection  from  that  work  with  valuable 
directions  how  to  practise  them  properly,  and  every 
intelligent  pianoforte  teacher  is  recommended  to  adopt 
them.  Herr  Tausig  has  with  great  tact  cut  out,  for 
instance,  those  pieces  which,  although  very  valuable 
in  themselves,  are  written  in  strict  contrapuntal  style. 
The  pianoforte  fugues  and  canons  of  Clementi,  far 
from  being  a suitable  preparation  for  Bach’s  “ Wohl- 
temperirtes  Klavier,”  would  rather  prove  a drawback. 
To  play  Bach  requires  previous  studies  which  must 
be  sought  only  in  other  compositions  of  this  master 
himself,  pozsibly  also  in  those  of  Handel.* 

The  author  of  this  edition  of  .Cramer  has  in  like 
manner  ruled  the  rejection  of  all  those  studies  which 
do  not  pursue  some  definite  technical  aim.  Possibly 
we  may  even  be  accused  of  not  having  carried  this 
out  sufficiently,  and  of  having  devoted  too  much 
space  to  the  repetition  of  similar  things.  To  this  we 
might  reply  that  practical  experience  has  shown  us 
the  advantage  of  such  various  readings.  Just  as  one 
must  gain  by  perseverance  a special  technical  facility, 
so  the  charm  of  a certain  amount  of  variety  in  similar 
work  acts  with  a stimulating  and  refreshing  effect,  and 
at  the  same  time  strengthens  and  advances  the  pupil, 
and  is  sometimes  useful  also  as  a test.  After  playing 

• Just  as  there  used  to  be  a Dante  Faculty  at  Florence 
and  other  Italian  Universities  (Boccaccio  was  the  first  occu- 
pant of  this  Professor’s  chair),  the  members  of  which  limited 
their  philological  activity  solely  to  the  enigmas  of  that  great 
Sphinx,  so  in  music-schools  there  might  be  a similar  speciality 
made  of  the  study  of  the  giant  spirit  of  Bach  — the  only  one 
that  can  be  compared  with  Dante.  To  play  Bach’s  pianoforte 
works  in  a really  finished  manner  is  a task  which,  apart  from 
the  intellectual  powers  they  demand,  can  only  be  expected 
from  pianists  who  have  gained  a complete  mastery  of  their 
subject,  and  who  also,  for  example,  no  longer  stammer  over 
Beethoven’s  latter  P.  F.  Sonatas.  Whither  the  attempts  to 
assimilate  Bach's  works  lead,  regarded  from  the  stand-point  of 
a special  Pianoforte  chair,  is  shown  in  the  most  startling  man- 
ner in  the  celebrated  Czerny  edition  of  them,  the  transitory 
usefulness  of  which  we  do  not  dispute,  but  against  the  indis- 
criminate employment  of  which  we  must  strongly  warn  our 
readers,  if  they  would  gain  a true  conception  of  Bach.  The 
above  remarks  do  not,  however,  imply  that  an  insight,  depend- 
ing on  individual  data,  into  the  playing  of  Bach  (Inventions  and 
Preludes)  may  not  be  begun  at  the  same  time  as  the  study  of 
Cramer. 


several  exercises  of  the  same  sort  the  player  should 
turn  back  again  to  the  first  of  that  particular  kind. 

With  regard  to  some  other  studies,  the  technical 
aim  of  which  is,  perhaps,  still  more  systematically 
developed  in  dementi’s  “Gradus,”  but  certainly  in 
conjunction  with  greater  difficulties,  we  may  remark 
that  in  a regulated  succession  of  studies  for  a com- 
plete education  in  pianoforte  playing,  J.  B.  Cramer  is 
the  true  precursor  of  Clementi. 

It  may,  perhaps,  not  be  unwelcome  to  pianoforte 
teachers  if  this  opportunity  be  taken  to  mention  the 
sequence  of  technical  studies  which  the  editor  has 
adopted  in  his  own  teaching.  It  includes  all  branches 
of  studies,  ranging  from  the  beginner  to  the  virtuoso. 

As  soon  as  the  first  rudiments  have  been  learned, 
for  which  we  warmly  recommend  the  first  part  of  the 
Lebert  and  Stark  Pianoforte  School  (new  edition)  as 
the  most  solid  help,  the  following  may  be  taken  : 

I.  a)  The  Studies  of  Aloys  Schmitt,  Op.  16, 
besides  the  “ Exercises  prdparatoires  ” to  serve  as  an 
introduction  to  the  first  part  ; — to  be  practised  in 
ail  the  twelve  keys.  It  is  worth  mentioning  that 
Felix  Mendelssohn  Bartholdy,  so  eminent  as  a pianist, 
laid  the  foundation  of  his  admirable  technique  with 
this  work. 

b)  To  counterbalance  the  comparative  dryness 
of  Schmitt’s  Studies,  Stephen  Heller’s  Op.  45  may  be 
also  used  at  the  same  time. 

II.*  a)  J.  B.  Cramer’s  Studies. 

b)  Stephen  Heller’s  Ops.  46,  47. 

c)  C.  Czerny's  “ Daily  Practice  ” ; also  his 
Studies  entitled  “The  School  of  Legato  and  Stac- 
cato,” which,  up  to  now,  has  been  surprisingly  under- 
valued. 

III.  a)  dementi’s  “Gradus  ad  Pamassum,”  se- 
lected and  edited  by  Carl  Tausig. 

b)  Moscheles’  Op.  70.  24  Studies  : a work 

better  known  in  north  Germany  than  in  south,  and 
which  unreservedly  merits  the  title  of  “classical.” 

IV.  a)  Henselt’s  Studies  selected  from  Ops.  2 
and  5. 

b)  Next  to,  and  as  a preparation  for,  these: 
Haberbier’s  “ Etudes-podsies  ” ; a kind  of  continuation 
of  S.  Heller. 

* The  two-part  Canons  (not  exceeding  the  Compass  of  a 
fifth)  by  Conrad  Max  Kunz,  Op.  14,  will  prove,  at  this  elemen- 
tary stage,  an  excellent  means  of  education  in  polyphonic 
playing  and  in  the  gradual  furthering  of  the  independence  of 
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c)  Selections  from  Moscheles’  Characteristic 
Studies,  Op,  75. 

V.  Chopins  Studies,  Ops.  10  and  25  ; and  to- 
gether  with  them,  certain  Preludes  from  his  Op.  28 
which  have  a special  technical  aim. 

VI.  Liszt's  6 Etudes  de  Paganini. 

3 Conzert-Etuden. 

1 2 grand  “ Etudes  d’ex^cution  trans- 
cendante.” 

VII.  a)  Rubinstein : Selected  Studies  and  Pre- 
ludes. 

b)  V.  C.  Alkan : Selection  of  12  grand 
Studies,  for  the  most  part  more  difficult  than  any  of 
the  foregoing. 

On  entering  the  3rd  stage,  Theodor  Kullak's 
" Scbool  of  Octave  Playing  ” (in  3 parts)  should  be 
taken  in  hand,  and  continued  without  haste  but  also 
without  intermission.  This  is  a most  meritorious 
work,  and  in  our  opinion  no  other  can  take  its  place  : 
it  fully  deserves  the  often  misapplied  title  “1’indis- 
pensable  du  pianiste.”  It  would  lead  us  too  far  to 
specify  other  useful  studies  of  a subordinate  charac- 
ter for  special  technical  objects. 

Finally  there  is  a third  point  to  adduce  in  justifi- 
cation of  our  instructive  edition,  which  seems  to  us 
the  most  important  of  all.  It  refers  to  the  fingering, 
which  is  indicated  by  the  author  as  inconsistently  as 
it  is  sparingly,  and  which  needed  both  amplifying 
and  altering  in  order  to  help  the  player  to  attain  the 
technical  end  in  view.  To  prevent  misunderstanding 
we  will  explain  more  fully  this  apparently  disrespect- 
ful reproach  toj.  B.  Cramer.  His  active  time  came 
just  at  the  boundary  between  the  ancient  and  modern 
period  of  pianoforte  playing.  The  modern  period, 
keeping  pace  with  the  increasing  improvement  of  the 
instrument  and  the  increasing  demands  on  the  player, 
has  in  the  course  of  time  arrived  at  a system  of  finger- 
ing, which  is  in  many  points  diametrically  opposed  to 
the  old  style.  Nowadays,  we  note,  as  an  essential 
mechanical  hindrance  in  pianoforte  playing,  the  in- 
equality of  the  ground  which  the  fingers  have  to 
traverse,  owing  to  the  difference  in  the  black  and 
white  keys,  and  it  is  our  chief  aim  to  make  the  fingers 
independent  of  this  inequality,  and  to  enable  them 
by  continued  “gymnastic”  practice,  to  play  as  lightly 
and  freely,  as  safely  and  clearly,  on  the  black  keys 
as  on  the  white,  and  to  stumble  at  none  of  the  many 
possible  combinations  of  white  and  black  keys.  Ac- 
cording to  the  editor's  opinion,  which  may  perhaps 
B.F.W. 
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be  considered  somewhat  audacious,  that  fingering  is 
the  best  which  allows  of  transposing  the  same  piece 
into  any  other  key  without  mechanical  preparation 
and  without  previous  trouble  of  deliberation.  A 
modern  virtuoso  of  the  right  kind  should  be  able  to 
play  Beethoven’s  Op.  57,  for  example,  just  as  well 
in  Fjf  minor  as  in  F minor.  A fingering  intended  to 
promote  this  must  naturally  overthrow  all  the  rules 
of  the  old  method ; as  it  must  be  based  simply  and 
solely  on  a correct  rendering  of  the  musical  phrase, 
without  regard  to  the  relation  of  black  to  white 
keys,  or  of  the  longer  fingers  to  the  shorter.  But 
that  old  method  appears  chiefly  to  have  aimed  at 
evading  the  obstacles  which  threaten  the  immobility 
of  the  hand  in  the  alternate  use  of  the  black  and 
white  keys,  as  it  also  ignored,  among  other  things, 
the  necessity  for  a different  fingering  for  different 
kinds  of  touch,  such  as  legato , staccato , etc.  It  fur- 
ther rejected  the  freedom  of  the  thumb,  which  is 
indispensable  for  polyphonic  playing  and  for  avoiding 
difficulties  in  transposition,  and  naturally  considered 
those  composers  the  best,  whose  inspiration  was 
always  led  by  the  outward  vision  of  the  twelve 
semitones  of  the  octave  on  the  keyboard  as  seven 
broad  and  flat  keys  with  five  small  and  raised  keys. 
According  to  this  idea  Clementi’s  Pianoforte  Fugues 
might  certainly  have  claimed  an  undoubted  superiority 
over  those  of  a J.  S.  Bach. 

J.  B.  Cramer  (born  at  Mannheim  1771,  died  in 
London  1858)  certainly  understood  the  necessity  for 
breaking  with  that  old  method,  far  better  than  did 
his  predecessor  Clementi,  (born  at  Rome  1752,  died 
in  England  1832),  a more  important  representative 
artist,  whose  teaching  Cramer  enjoyed  as  a boy  in 
Vienna  from  1783  to  1784  only.  In  Cramer’s  studies 
many  traces  of  a reform  in  fingering  are  to  be  found, 
especially  also  in  regard  to  the  old  restriction,  already 
alluded  to,  about  the  employment  of  the  thumb. 
But,  as  though  alarmed  at  his  own  daring,  and  afraid 
to  carry  out  his  ideas  in  a consistent  manner,  and 
finally  yielding  to  the  tyranny  of  earlier-established 
custom,  he  frequently  lapses  into  the  old  beaten 
track. 

The  editor  of  the  present  edition  has  thought  it 
his  duty  to  merge  the  composer  who  looked  back- 
wards, in  him  who  looks  forwards ; but  he  has  never 
gone  so  far  as  to  enforce  another  fingering  for  pieces 
in  which  the  invention  of  passages  seems  to  have 
been  induced  by  practice  in  the  old  method.  The 
Hummel  Concertos,  for  instance,  (we  mean  the  origi- 
nal, and  not  their  antiquated  form)  must  be  played 
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with  Hummel’s  own  fingering,  which  is  satisfactorily 
pointed  out  in  his  “ Pianoforte  School,”  without  at- 
tempting either  to  simplify  or  to  complicate  accord- 
ing to  modem  ideas : this  remark  does  not  however 
altogether  apply  to  the  Mozart  Concertos. 

The  instructive  foot-notes  added  to  each  study 
spare  us  the  necessity  of  making  a general  explana- 
tion of  things  which  will  be  duly  pointed  out  in  their 
own  particular  place  in  connection  with  their  practical 
application.  Yet  we  may  remark  by  the  way  that, 
as  regards  the  marks  of  dynamic  expression,  we  have 
thought  fit  to  enlarge  on  the  somewhat  sketchy  indi- 
cations given  by  the  author,  and  similar  help  seemed 
requisite  in  the  legato  slurs  and  staccato  dots.  We 
have  taken  special  care  to  make  the  text  as  clear  as 
possible,  and  have  adopted  the  modern  principle  of 
WTiting  all  the  notes  to  be  played  by  the  right  hand 
on  the  upper  stave,  and  all  the  notes  for  the  left  on 
the  lower  stave,  and  also  of  avoiding  the  surplus  of 
double  lines  in  similar  motion  of  two  parts,  and  so  on. 
With  regard  to  the  metronome  signs,  which  have 
been  copied  exactly  from  the  original,  we  cannot 
conceal  that  many  of  them  appear  to  us  exaggerated 
in  speed,  not  merely  as  regards  the  pace  for  prac- 
tising, but  also  for  their  tempo  as  a piece  of  music. 


It  is  possible  that,  as  in  the  case  of  Beethoven  and 
Schumann,  the  latter  of  whom  used  a defective 
“ Maize!  ” during  the  whole  of  one  of  his  creative 
periods,  the  compass  of  J.  B.  Cramer’s  metronome 
stood  to  our  normal  pyramid  as  Fahrenheit  to  Re- 
aumur. 

Regarding  the  life  and  works  of  Cramer,  particulars 
may  be  learned  from  Fetis’s  “ Biographic  universelle,” 
second  edition,  1866;  Gassner’s  “ Universal- Lexikon 
derTonkunst,”  etc.  C.  F.  Weitzmann’s  “Geschichte 
des  Klavierspiels  ” has  already  been  referred  to  at 
the  beginning  of  this  Preface,  and  we  fully  concur  in 
what  he  there  says  about  the  relation  Cramer  bears 
to  his  predecessors  and  successors. 

Unfortunately  we  have  not,  in  spite  of  many 
efforts,  been  able  to  ascertain  anything  certain  as  to 
the  dates  of  the  successive  publication  of  Cramer’s 
Studies,  the  fixing  of  which  would  be  of  not  merely 
historical  interest.  Part  II.  was  published  in  Ger- 
many in  1810,  (when  was  it  published  in  England  ?) 
and  in  the  notice  of  it  in  the  “ Allgemeine  musik- 
alische  Zeitung  ” it  was  mentioned  that  Part  I.  had 
already  gone  through  five  editions,  and  might  be 
counted  amongst  the  very  best  studies  that  had  ap. 
peared  in  those  last  five  years  (from  1805  to  1810). 

Hans  v.  Bulow. 


B.F.  W.  8*88.58, 
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Fifty  Selected  Pianoforte  Studies 
Book  I 


I J.  B.  CRAMER 

Allegro.  J 132  m.m. 

sempre  legatissimo 


(5) 


(10) 


B. F.  W.  1288-38 
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1)  Eacli  hand  should  be  practised  separately,  first  of  all;  quite  slowly  and  with  uniform  strength.  As  a test, the  player 
should  then  try  to  quicken  the  speed,  and  to  substitute  an  unvarying  mezzo  piano  for  the  forte.  At  the  appearance  of  the 
slightest  indistinctness  he  should  return  to  the  first  method  of  practising.  Only  after  the  mechanical  difficulties  have 
been  overcome  should  the  two  hands  play  together.  The  study  of  the  “interpretation”, _the  crescendi  and  diminuendi&o 
should  be  worked  out  in  a similar  manner;  that  is  to  say,  each  hand  should  practise  the  marks  of  expression  correctly,  a- 
lone, before  the  two  hands  are  played  together.  These  principles  are  of  course  to  be  applied  to  all  the  studies. 

2)  The  teacher  should  insist  on  a systematic  arpeggio  wherever  this  indication  is  given,  and  should  just  as  strictly 
insist  on  the  avoidance  of  the  mannerism  of  striking  notes  arpeggio  where  not  specially  so  marked.  The  least  con- 
cession on  this  point  _at  the  beginning  of  teaching_brings  ineradicable  harm  with  it. 

The  difference  in  the  manner  of  playing  the  two  arpeggio 
chords  is  partly  owing  to  their  different  value,  and  part- 
ly-to  the  difference  in  sound  of  their  forms  in  the  two 
hands.  The  necessity  for  striking  all  the  notes  in  bar  1 
separately,  arises  from  the  meagreness  of  sound  which 
would  result  from  striking  it  like  the  chord  in  bar  10, 
since  the  upper  part  is  only  a repetition,  three  octaves 
higher,  of  the  bass  notes. 


B.F.W.  1888-88 
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Allegro.  d^sH. 
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Remarks: 

1)  To  put  down  the  outside  fingers  firmly  and  to  hold  them  on  their  notes, is  the  chief  thing  necessary  for  a beneficial 
study  oi  tins  piece.  The  change  of  fingering  here  given  must  be  made  as  rapidly  as' possible. 

The  inoveint;nt  <)f  the  inner  fingers  in  both  hands,  while  preserving  an  unvaried  lightness  of  touch, should  nevertheless 
always  keep  to  the  natural  melodic  expression  of  the  figure;  that  is  to  say,  in  ascending  a slight  crescendo  should  be  made, 
flnd  in  descending  a slight  diminuendo . 


fl.F.W.  1288-88 
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1)  The  apparent  insignificance  of  the  part  allotted  to  the  left  hand,  in  this  study,  must  not  lead  to  the  idea  that  the  remarks 
prefixed  to  No.l  about  the  separate  study  of  the  two  hands  can  be  dispensed  with.  On  the  contrary  the  separate  study  will 
add  considerably  to  the  musical  interest  of  the  piece,  and  will  thus  also  indirectly  benefit  the  playing  of  the  right  hand. 

2)  The  editor  thought  it  necessary,  here  as  elsewhere,  to  make  a partial  alteration  of  the  Cramer  fingering  (though  at 
first  sight  Cramer’s  may  appear  ponvenient),  in  order  to  give  every  possible  opportunity  for  the  cultivation  of  the  neg- 
lected fourth  finger. 


H.  F.  W.  12RS-3N 
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Allegro  con  spirito.  J:i32. 


H.F.  XV.  1288-88 
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Remarks: 

1)  It  seemed  more  suitable,  both  for  the  rhythm  and  the  mechanism, to  divide  the  figure  in  bars  14 — 17,  and  also  that  in 
bar  25,  between  the  two  hands.  From  the  mechanical  point  of  view  it  is  better  to  avoid  the  use  of  the  thumbs  in  cross- 
ing the  hands,  as  they  bring  the  whole  palm  of  the  hand  into  play,  and  thus  hinder  the  ease  of  movement. 

2)  The  fingering  given  in  bars  10  and  11  is  applicable  to  all  similar  movements  in  those  keys  which  do  not  employ  all 
the  black  notes.  On  transposing  this  study  into  B or  D the  following  fingering  would,  on  the  contrary,  be  preferable: 
for  the  left  hand  13  2 4,  1 3 2 4,  for  the  right  hand  1 4 2 3,  1 4 2 3. 


H.F.W.  1288 -38 
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Allegro  moderato.  J = ii4. 


fl.F.W.  1288-38 


(20) 


11 


B.K.  W.  1288  -38 
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Moderato.  J = 100. 


a '.i  t , “ ,eachlnS  has  sh°™  that  this  study  in  its  original  key  of  D major  is  useless  as  com- 

pared with  the  key  of  Dt-  major  into  which  he  has  transposed  it.  A more  suitable  fingering  for  hands  of  limited  stretching 
powers  in  unbroken  legato  playing,  for  instance  in  going  from  the  first  into  the  second  bar,  is  not  to  be  found. 

8)  The  player  cannot  be  too  particular  about  holding  down  the  thumb  firmly  in  the  left  hand  in  bars  9, 13  and  14  whilst 
the  second  finger  turns  over  it  on  the  last  eighth.  Sufficient  attention  is  not  generally  given  to  exercises  such  as  this  in 
polyphonic  playing  (that  is,  playing  in  several  parts  or  voices). 

3)  A transposition  of  this  study  into  C major  is  also  recommended,  in  which  case  the  unavoidable  alterations  of  fin- 
ge ring  may  be  left  to  the  discretion  of  the  teacher. 


B.J\  W.  1288-88 
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Moderato  con  espressione.  J = 132. 


B.F.W.  1288-HK 


Remarks: 

1)  In  the  first  place  this  study  must  be. considered 


■ ..  „ as  an  exercise  of  rapidity  for  the  left  hand.  The  teacher  should  en- 

touch^  TH  VT  3 S<Th  1*  Pr°ffreSSi0n  °f  the  basS  Part'at  the  same  time  as  the  endeavour  to  acquire  equality  of 
touch  Th  s feeling  must  be  made  ev.dent  in  an  almost  imperceptible  accentuation  of  the  notes  which  mark  the  dif- 
ferent  modulattons.  Of  course,  these  accents  are  not  to  be  piled  on,  needlessly:  bars  1 and  2,  for  instance, do  not  admit 
of  a repeated  accent  of  the  lowest  note,  whereas  m bar  5 the  fourth  and  eighth  eighths  should  be  slightly  accented  in 
addition  to  the  first  and  third  quarters,  and  in  bars  6 and  7 each  quarter;  whilst  in  bars  23  and  31  the  second  eighth 
bears  no  accent, on  account  of  the  continuance  of  the  same  harmony. 

2)  No  less  useful  is  the  separate  study  of  the  right  hand  to  ensure  an  intelligent  and  beautiful  rendering  of  the  study 
Careful  attention  should  be  given  to  the  seemingly  complicated  fingering,  which  is  dictated  by  a regard  for  the  differ- 
ent qualities  of  touch,  and  a correct  declamation  of  the  melodic  phrases. 

3)  The  turn  in  bar  29  may  be  played  in  two  ways,  either 


r_  _ r,but  the  editor 

prefers  the  latter  way,  because  it  adheres  more  strictly  to  the  rhythm  intended,  namely:  a dotted  quarter  held  over  the 
second  heat;  and  the  dissonance  of  the  Al-  against  the  G of  the  bass  (on  the  4*>>  eighth)  cannot  be  considered  objectionable. 


B.KW.  1288-38 
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Allegro  brillante.  • = 152. 


B.F.W.  1288-38 


1)  As  regards  the  execution  of  the  arpeggio  chords  in  the  first  and  last  bars,  compare  the  foot-note  to  No.l. 

2)  The  staccato  which  comes  in  the  two  hands,  alternately,  must  be  played  very  sharp.  Bars  (13_16  ) 

3)  The  episode  in  21_25  requires  special  attention,  on  account  of  the  changing  fingering  in  the  right  hand. 

4)  In  spite  of  a great  similarity  to  No.  1 , this  study  cannot  be  considered  superfluous. 


i.F.W.  1288-38 
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hand,the  player  is  recommended  to  double  the  length  of  the  shake  in  each  bar,  at  the  very  least,  thus : 


-V 


[legato  and  staccato 


2)  Bars  1,4,12  and  28  are  the  only  ones  that  will  give  trouble  to  hands  of  small  stretching  capability.  It  must  be  left  to 
the  .judgment  of  the  teacher  to  make  any  necessary  modifications  to  lessen  this  difficulty  in  each  individual  case. 

3)  As  regards  the  technical  aim  of  this  piece,  its  form  (which  may  serve  as  a model)  and  its  contents,both  in  melody  and 
modulation, should  be  separately  studied.  It  consists  of  eight  phrases  of  eight  bars  each,  the  last  bar  counting  as  two. 


4)  It  will  be  of  great  use,  both  technically  and  as  a practical  application  of  the  first  knowledge  of  harmony,  to  trans 
pose  this  study  into  the  keys  of  C#  minor  and  B minor. 


B.F.W.  12RS-3S 
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B.F.W.  12SS-3S 


Remarks:  4 

1)  As  a certain  continuity  is  not  only  desirable  but  necessary  in  the  special  study  of  every  mechanical  difficulty,  the  editor  has 
placed  this  study  next  in  order  to  the  previous  one,  which  was  especially  written  for  the  fourth  and  fifth  fingers, and  has  followed 
it  by  two  other  studies  on  the  trill.  No  special  explanation  is  needed,  moreover,  to  point  out  that  in  the  present  exercise  a fresh  tech- 
nical figure  has  appeared;  the  weaker  fingers  being  here  joined  to  the  stronger  ones, in  a rapid  and  equally  light  touch.  Besides  this 
the  player  gains  the  faculty1  of  rapidly  drawing  the  fingers  together  after  suddenly  stretching  them  out,  whereby  the  whole  hand’ 
cultivates  a kind  of  rounded  movement  in  such  a manner  that  it  appears  to  be  perfectly  at  rest.  Herr  Carl  Eschmann  makes  use 
of  the  following  different  reading  in  his  teaching,  and  it  deserves  imitation-. 


2)  The  editor  lays  special  stress  on  the  importance  of  a very  exact  fingering  for  the  left  hand.  His  experience  of  the  force  of  the  law 
of  indolence  has  taught  him  that  a fingering  such  as  the  usual  convenient* 
dible,  or  rather,  inaudible,  results:  rg: 


j too  generally  leads  to  the  following  au- 


JEf.  In  polyphonic  music  (that  is,  music sin  more  than  one  part)  this  sort  of  playing 
sometimes  leads  to  the  most  flagrant  misunderstanding  of  the  progression  of  parts.  Passage^  in  thirds,  as,  for  example, 
those  piano  passages  in  the  Presto  of  Beethoven’s  C#  minor  Sonata  Op.  27,  N02,  bars  47,  48,53  and  54,  require  a similar  fin- 
gering for  a correct  execution.  The  deeper  touch  of  the  modern  pianoforte  especially  inclines  one  perhaps  more  to  this 
habit  of  indolence  than  was  the  case  in  the  earlier  epochs  of  pianoforte  playing,under  the  dominion  of  the  Viennese  mechanism. 
B.F.W.  1288-38 
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1)  The  editor  thinks  that  a trill  consisting  of  six  notes  to  the  eighth  is  of  more  use  than  the  four  notes  which  the  orig- 
inal edition  gives. 

2)  To  begin  the  trill  on  the  upper  auxiliary  note  is  justified  both  by  the  importance  it  plays  in  the  piece,  by  a due  re- 
gard to  the  smoothness  of  f\he  after -turn,  and  by  the  charm  it  gives  as  a suspension  note,  since  it  nowhere  destroys 
the  clearness  of  the  harmonics. 

3)  There  are  exceptions  to  this  in  the  left  hand,  in  bars  25,  27,  35,  and  37,  where,  to  begin  with,  the  auxiliary  note 
would  cause  a confusion  in  the  bass  harmonies  in  their  most  essential  point:— their  roots. 

4)  In  bars  13_15  a critical  revision  of  the  left  hand  part  seemed  indispensable,  as  in  the  original  it  is  inconceivably 
bald. 

B.F.W.  1388-36 
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Kemark: 

This  would  seem  to  be  the  right  place  for  the  present  study,  as  a counterpart  to  the  foregoing  one.  As  all  the  so-called 
“power”  in  pianoforte  playing  depends  upon  the  flexibility  which  the  fingers  have  attained  by  practice,  so  all  the  inde- 
pendence of  the  fourth  and  fifth  fingers  which  has  been  gained  in  the  previous  study  will  be  of  use  here  in  readiness 
for  the  proper  execution  of  the  upper  part.  By  writing  out  the  trill  in  full, the  editor  hopes  he  may  have  remedied  that 
pitiable  helplessness  which  often  leads  to  the  most  preposterous  interpretations  of  passages,  as  for  instance,  in  the  last 
movements  of  Beethoven’s  Sonatas  Op.  53,  109  and  111,  and  also  in  the  first  movement  of  Op. 106. 


B.F.W.  J28S-HS 


Selected  Compositions 

by  ARNOLDO  SARTORIO. 


Op. 628.  Spanish  Dance.  (Danse  Espae-nole ) 

Allegretto, 


Con  Ped. 

Op.  537.  Shepherd’s  Dance.  (Hirtenreigen)  Humoreske. 
u Allegretto  con  moto. 


Price  40  cents— net. 


$ # simile 


Entire  list  Copyright. 


NOTIPF  ^ a*)ovo  Music  should  be  in  the  stock  of  every  principal  Music  Dealer.  If  not  to  THE  B.  F.  WOOD  MUSIC  CO. 
W l U/li.  be  found  there(  please  0rder  direcg  from  the  pubiisher3)  who  forward  immediately.  BOSTON.  NEW  YORK.  LONDON. 

B.F.  W.  Co.  B.P.  NS  88. 
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A series  of  Volumes  of  Standard  Works,  including  Studies.  Recreations  and  i*r  i i ,,  , ,, 

been  taken,  not  only  in  the  selection,  but  in  the  editing,  ingrai“g  and orintta.? Works,  in  which  the  greatest  care  has 
additions  both  from  the  Classics  and  from  the  best  Modern  vforks  comnlite  c«Vs7h  s'ries.W1.11  5'  continued  by  constant 
Whenorderingple.se  give  number  only.  Th.  °f J£m* * °”  aM,li“‘i“- 


•458/459. 

*641/64*. 

•561/56*. 

*4*8/  4J3. 


PIANO  SOLO 

ABELLE  SALON  ALBUM.  VoU.  1-3. 
ALBUM  CLASSIQUE.  Vola.  j-j. 
ALBUM  MODERNS.  VoU.  i-j. 
546/530.  ALBUM  OF  GEMS.  10  vola. 
•}•  ALBTTER,  W.  xo  Melodious  Recre- 
ations. 

•104.  —Six  Children’s  Pieces.  Fir,t  Grade. 
116.  BACH,  J.  S.  Two-Part  Inventions. 
>*7.  — Three-Part  Inventions. 

*9°.  Two  and  Three-Part  Inventions. 
*38.  -—Short  Preludes  and  Fugues. 
656/657.  —Well-Tempered  Clavichord.  Vois.r-*. 
•jio/sit.  BARRETT,  R.  Op.  3!.  Birth.ton. 
Suite.  VoU.  1-3. 

•568.  BARTH.  Op.  14.  Eight  Very  Easy 
Tone  Sketches. 

®®£THOVEN.  Album  of  Fourteen 
Favorite  and  Easy  Compositions. 
—Op.  33.  Seven  Bagatelles. 
BEETHOVEN  SONATA  ALBUM. 
The  Same.  Full  Clolh. 

°P-  6l*  New  School 
of  Velocity.  Complete. 

The  Same,  in  4 bocks. 

BERTINI,  H.  Op.  ag.  34  Etudes. 
—Op.  3a.  34  Etudes. 

—Op.  xoo.  Etudes  Without  Octaves. 
-Twelve  Little  Pieces  and  Preludes. 

AiL*  0P',6‘  Scenes  from 
Pixie-Land. 

—Op.  ax.  Souvenirs  du  Voyage. 

—Op.  3a.  The  Pixies’  Carnival. 
BURGMULLER,  F.  Op.  100,  35  Easy 
and  Progressive  Etude*. 

The  Same,  in  3 books. 

Et»deB  Brillantea 
et  MiUodiques.  Complete. 

The  Same,  in  3 books. 

—Op.  109.  Etudes  de  Genre.  Complete. 
The  Same,  in  3 books. 

CHOPIN  BALLADES. 

'I he  Same.  Full  Cloth. 

CHOPIN  BALLADES  and  IM- 
PROMPTUS. 

The  Same.  Full  Cloth. 

CHOPIN  ETUDES,  Op.  10  and  35, 
and  Three  New  Etudes. 

4104.  The  Same.  Full  Cloth. 

4«x.  —Op.  10.  Twelve  Etudes. 

4«*.  —Op.  35  and  Three  New  Etudes. 

4IS'  SFCJ.PIN  MAZURKAS.  Complete. 
4«5A.  The  Same.  Full  Cloth. 

•350.  CHOPIN  NOCTURNES.  Complete. 
35°A.  The  Same.  Full  Cloth. 

*375.  £?°PIN  POLONAISES.  Complete. 
375*.  The  Same.  Full  Cloth.  V 

5°°-  SCHERZOS  and  FAN- 

500A.  The  Same.  Full  Cloth. 

•300.  CHOPIN  WALTZES.  Complete 
300A.  The  Same.  Full  Cloth. 

•117.  CHOPIN  ALBUM  No.  ». 

The  Same.  Full  Cloth. 

CHOPIN  ALBUM  No.  3. 

The  Same.  Full  Cloth. 
CHOPIN-TRNECeX  1MPROMP- 

CCEMENTI.  Op.  36,  37,  38.  Sona- 

CONCONE,  J.  Op.  94.  Melodious 
Etudes. 

—Op.  35,  Studies  in  Style  and  Ex- 
pression. 

—Op.  30.  Studies  for  Acquiring  the 
Singing  Touch. 

CRAMM.  Op.  7.  Ten  Little  Tone 
Pictures. 

Lanf?"  Te“  Sketche*  from  T°nf- 

t39-*ao  Progressive 
Studies  Without  Octaves.  Comp. 

The  Same,  in  3 books. 


35- 

569. 

•600. 

600  A. 

63a. 

101/304. 

28*. 

286. 

*87. 

303. 

•ill, 

•331, 

•416. 


348/349- 

323. 

223/224. 

a i*. 
116/217. 


510A. 

410. 


•564. 

564A. 


34*. 

346. 

•406. 

•560. 

326. 

3*7/3  >8. 


181/184. 

316. 

48. 


636. 

a A1' 

358/363. 


PIANO  SOLO 

CZERNY.  Op.  aCi.  135  Exercises  in 
Passage  Playing. 

“Op- *99-  8choel  of  Velocity.  Comp, 
The  Same,  Ip  4 books.  P 

-Op.  337-  Forty  Dally  Exercises. 
-Op.  553-  Octavo  Studies. 

—Op.  399.  Method  for  Beginners. 
“Op-  636-  Prelitninery  School  of 
Finger  Dexterity. 

—Op.  718.  34  Left  Hand  Studies. 
—Op.  74°.  Finger  Dexterity.  Comp. 
The  Same,  in  6 bocks, 


609/611, 

598. 


36S/368 

565 

•621, 


3®3/ 3°5- 
-a  ’J" 

306/307. 

•84. 


•148. 

•65*. 

•480. 

123. 

Ill/l22. 


— Op.Boa.  Practical  Exercises.  Comp. 
The  Same,  in  3 books. 

—Op.  8ax.  160  Short  Exercises, 

240.  —Op.  849.  New  Studies  In  Technics. 
',A*  ~I00‘ Easy  Recreations.  Complete. 
The  Same,  in  4 bocks. 

—31  Easy  Exercises  without  Octaves 

D?YAU?’  °p-  a,‘  EiSht  Musical 
Thoughts  (Peaces  Musicales). 

33o.  DIABELLI.  Op.  151,  ,68.  Eleven 
Sonatinas. 

•133.  DUCELLE,  PAUL.  Op.  16.  Twelve 
Musical  Memories. 

•169.  -Op.  17.  Twelve  Musical  Favors. 
•363.  —Op.  ao.  Ten  Storiettes. 

300.  DUSSEK.  Op.  30.  Six  Sonatinas. 
DUVERNOY,  J.  B.  Op.  xae.  M<- 
canlsme. 

The  Same,  In  3 books.  . 

“ pp-  *7®-  Ecole  Primaire. 

The  Same,  in  a books. 

EILENBERG,  R.  Op.  19.  Tea  Tone 
Pictures  (Tenbilder). 

— Op.  23.  Six  Silhouettes. 

—Op.  35.  Ten  Recreations. 

—Op.  aS.  Five  Characteristic  Dances. 
—Op.  37,  Six  Aquarellen. 

GA-DE.  Op.  19.  Aquarellen.  Complete. 
The  Same,  in  3 books. 

HeaLVER'  °P-  45-  Melodious 
Studies. 

—Op.  46.  Progressive  Studies. 

—Op.  47.  Rhythm  and  Expression. 
HERZ,  H.  Scales  and  Exercises. 
KOHLER,  L,  Op.  50.  First  Studies. 
KROGMANN,  C.  W.  Op.  10.  Ten 
Musical  BonboaB. 

— Op.15.  Zephyrs  from  Melody-Land. 
-Op.  35=  A Wreath  of  Melodies. 
—Op,  45-  Revels  in  Tonelacd. 
*>93/194.  —Op.  49.  Musical  Fancies.  Vols.  i-j. 
•323.  —Op.  5a.  Three  Souvenirs. 

•301.  — Op.  55.  Little  Tone  Pictures. 

•250.  —Op.  63.  Etchings  in  Tone  Colors. 
•379.  —Op.  64.  Twelve  Miniatures. 

•156.  —Op.  67.  Twelve  Lilliputian  Idyls. 

•333/334.  KROGMANN  SALON  ALBUMS. 
Nos.  i-a. 

199/ 3co.  KUHLAU  SONATINAS.  Vols.  M. 

33,.  LE  COUPPEY  F.  Op.  17.  The 
Alphabet.  35  Easy  Etudes. 

*6*«  -On.  20.  L’Agllit*.  Studies  for 
Mechanism  and  Light  Touch. 

54.  LEMOINE;  H.  Op.  37.  Etudes  Kn- 
fantlnes. 

6.4.  LIVSEY.  Children's  Musical  Mo- 

menta. 

3,3.  LISZT,  FR.  Consolations.  Complete. 
•314.  — LiebeetrSume  ( Dreams  of  Love ). 

3.5.  — Consolations  and  Liebestraume. 

•334.  McINTYRE,  E.  V.  Op.  X3.  Ten 

Melodies  from  8ong-L  Jnd. 

•375.  MENDELSSOHN.  49  Songs  With- 
out Words.  Complete. 

375A.  The  Same.  Full  Cloth. 

33.  -Op.  73.  Six  Christmas  Pieces. 


4*,/4«! 

•640. 

•,28. 


•64. 

100/103. 

138. 

506. 

3*3- 

3*4/325- 

•48, /48a. 


ACompIete  Catalogue  of  Edition  Wood  will  be  sent  upon  application 


PIANO  SOLO 

MOSCHELES.  Op.  70.  *4  8tudies. 
The  Same,  in  a books. 

OPERA  OEMS.  No.  i, 

ORTH,  L.E.  Op.  10.  Twelve  Minia- 
tures. 

•,29.  —Op.  xx.  Ten  Pictures  from  Tone- 
Land. 

•435/436.  PETIT  MARCH  ALBUMS.  Vols.  ,-*. 
620.  PLAIDY.  Technical  Studies. 

•233.  QUIGLEY,  L.  J.  Op.  10.  Five  Album 
Leaves  for  Young  Pianists. 

•4,4.  — Op.  ax.  Six  Musical  Sketches. 

•486.  QUIOLEY  SALON  ALBUM,  No.x. 
•633.  QUIGLEY  SALON  ALBUM,  No.a. 
625.  RAFF.  Op.  95.  Polka  de  la  Relne. 
•371.  REGER.  Op.  13.  Six  First  Pieces. 
•376.  -Op.  15.  Ten  Melodious  Pieces. 

•6,3.  —Op.  xg.  Ten  Little  Album  Leaves. 
•538.  — Op.  ao.  Five  Sonatinas. 

*3*4-  —Op. 33.  Six  Sonatinas. 

6,5.  RUBINSTEIN.  Op. 23.  No.a.  Stac- 
cato Etude. 

SARTORIO,  A.  Op.  269.  Six  Recre- 
ations Without  Octaves. 

“?&r3RanM00pS1EtI.  ,“^£d 

—Op.  4x7.  Technical  Exercises. 
~~hfanual*“  SCal°  “ad  Arpee*io 
—Op.  550.  Melodious  Etudes.  Comp. 
The  Same,  in  a bock*. 

—Op.  7*i.  Twelve  Flower  Pieces 
(BlumenstUcke).  Vols.  ,.2. 

•50,.  —Op.  783.  Fifteen  Easy  Recreations. 
•392.  SARTORIO  SALON  ALBUM  No.  1. 
•489.  SARTORIO  SALON  ALBUM  No.  a. 

37.  SCHMITT.  Prep.  Exercises. 

536.  SCHUMANN,  R.  Op. 9.  Carnaval, 
450.  —Op.  13.  Fantaislestilcke. 

398.  —Op.  15.  Scenes  from  Childhood. 

527.  —Op.  18  and  19.  Arabeske  and  Blu- 

menatiick. 

325.  — Op.  20.  Humoreske. 

SIS-  —Op.  33.  Nachtstiicke;  and  Op.  in. 
Fantaisieatiicke. 

528.  — Op.  aS.  Faschingaschwank. 

399.  — Op.  68.  Album  for  the  Young. 

400.  —Op.  68  and  Op.  15.  Album  for  the 
Young  and  Scenes  from  Childhood 

The  Same.  Full  Cloth. 

—Op.  134.  Album  Leaves. 

SONATINA  ALBUMS  Nos.  1-3. 
TELLIER,  A,  Op.  14.  Ten  Morceaux 
Caractdristiques, 

—Eight  Chansons  sans  Paroles. 
THOMPSON.  Op.  a.  Six  Character- 
istic Pieces. 

TSCHAIKOWSKY.  The  Seasons. 

44»a.  The  Same.  Full  Cloth. 

45«.  —Op.  39.  Album  for  the  Young. 

•446.  TSCHAIKOWSKY  ALBUM  No.  1. 
*447-  TSCHAIKOWSKY  ALBUM  No.a. 

•457.  WERNER.  Op.  10.  Six  Musical 
Gleanings. 

•537.  -Op.  18.  Six  Melodious  Pieces. 

•639.  -Op.  aa.  Eight  Album  Leaves. 

264.  WILLIS,  M.  B.  Op.  14.  Easy  Rec- 
reations in  Unfamiliar  Keys. 

•308.  —Op.  14a.  Tea  Melodious  Sketches. 

168.  -Op  !5  Twelve  Melodious  Etudes 
in  Unfamiliar  Keys. 

3/134.  WOLFF,  BERNHARD.  Op.  x87 
Thirteen  Easy  Pieces.  Vola.  land*. 

89.  -Op.  ,88.  Twelve  Melodious  Etudes. 

508.  WOLLENHAUPT.  Op.  33.  Five 
Morceaux  CaracWristiques. 


389. 
5*i/  5*3- 
•354. 

•638. 

•606. 


